HE longevity of the Greek tradition, which extends from the days of Mycenae to modern Greece, is such that we can see in it certain recurrent patterns. One of the most interesting is the refraction of the KXELa 
0 would that some new Akritas were found then To tuck his pleats, to take up his club And shatter these old gluttons.
In the latter passages Prodromos gives a clue for the source of his reference. The phrase Kaic Tas iro&ag Tov va E'1LLT-1E, " to tuck in his pleats " comes from the Grottaferrata or its source. In G., IV, 116 Digenes is described as Kat Tag irooEag oxvPXvp ir jCag EIS TO 4WVapt fastened his kilts up firmly in his belt, a line which is repeated in IV, 1058. There is no mention of this detail in the ballads. These lines are triply valuable for they tell us (1) the early popularity of Akritas; (2) the existence of the source of the Grottaferrata by the twelfth century; (3) that Digenes wears kilts which appear in the Byzantine plates as the fustanella, the key for the identification of the warriors in the plates. The story of the ikonography on these 9 AMavrogordato, op. cit., pp. xxvi-xxix. Professor Pelekanides dates the relief in the first half or the middle of the twelfth century. Since the Akritan scenes of the slaying of the dragon on the Byzantine plates belong mostly to the second half of the twelfth century, the relief is the earliest surviving bit of Akritan ikonography. He concludes that both the Salonika relief and the Byzantine plates have as their prototypes illuminated MSS of the epic which must go back to the eleventh century.
We have now reached a stage in our studies of Akritan ikonography where a reexamination of the entire evidence is needed. Pelekanides' ascription of the prototype of both the sculptured relief and the Byzantine plates to an illuminated manuscript(s) of the eleventh century does not square with the facts. As Miss Frantz has shown, some of the scenes on the Byzantine plates come from the Akritan cycle rather than the literary epic.'7 Furthermore, as will be seen, there is a marked difference in the portrayal of our hero in the relief and in the plates. They could not have come from the same source. We know that oral literature influenced vase painters of the Geometric and Archaic periods 18 and we must not exclude the possibility of such an influence in the Byzantine period. A more detailed investigation is needed of all the facets of the Byzantine epic, its literary, its oral, and its ceramic expression. Though Miss Frantz had examined all the Byzantine pottery in Athens and Corinth she selected only eight plates which definitely can be identified with Digenes Akrites. It will be shown that this pottery exhibits a wider range of these frontier heroes who will be identified with troops described in an early military treatise of Byzantium. Moreover, this pottery through its i1nterest in dragons, centaurs and other classical motifs illustrates the mythopoeic mentality of Byzantium which emerges in the Akritan epic. A more systematic study is needed of all the material in Morgan's catalogue," as well as Byzantine plates found in Athens, Sparta, Salonika, Constantinople.20 In addition excavations in Corinth in 1959-60 have turned up new Akritan material. All these plates, whose provenience is at the moment unknown, show that the range of the Akritan ikonography extends to various centers of the Byzantine z7Hesperia, X, 1941, pp. 9-13. George.23 Although his doubt has not been backed up by proof to the contrary, it requires examination. Finally, Mavrogordato's view that there is no connection between the literary epic and the Akritan ballads must be examined on the basis of the evidence of ikonography as well as the traditional literary arguments on both sides of the question. A re-examination of the whole problem is needed to lay a good foundation for the further study of the Byzantine epic.
We can dispose of any lingering doubts as to the identification of the hero with Akritas rather than St. George or Alexander by considering one important piece of evidence that has not been exploited before, namely, the fustanella, the pleated kilt worn by the dragon slayers and by many other figures in the Byzantine plates. We have already seen that the twelfth century poet Prodromos describes Digenes as wearing kilts, a detail which is also mentioned in the Grottaferrata version. The Byzantine plates corroborate this key detail in the identification. Thirty-five plates show such warriors wearing the fustanella. Of these at least eight plates, on which the identification with Digenes rests, show a warrior slaying a dragon. Yet the fact that the other twenty-seven plates show identical warriors wearing the same fustanella is proof that the dragon slayers cannot be St. George or Alexander. The kilted dragon slayer is an individual but he is also associated with a class of warriors, as the common fustanella shows. Who are these?
A comparison of the fustanella warriors on the Byzantine plates with the klephts of the Greek Revolution of 1821-30, shown in the primitive paintings of Makriyiannes,24 shows that we are dealing in both instances with a garment which is peculiarly 21 In the above classification it must be kept in mind that only a very few of these plates survive in their entirety, hence there can be no rigidity in the classification of the genres. The fragmentary character of many of these plates prevents us from conjecturing how many of the warrior plates would be included in the fustanella category. The same holds for the category of warriors engaged with a dragon or serpent. The fact that the upper part of some plates shows the garb to be the same as those of the fustanella warriors makes this conjecture probable in some instances. Yet the distribution of plates dealing with the various genres shows that the Byzantine ceramic painter, like his counterpart in the Geometric and Archaic periods, is mainly interested in the world of the epic. This world is more suffused with magic and the supernatural than is the Homeric. The Byzantine world inherited fronm classical myth the theme of a god or hero slaying a monster, and adapted it for its saints and for its Akritan epic. The classical world, furthermore, left its influence on the plates in the form of centaurs and harpies, themes which are also found in other phases of In order to bring this world into sharper focus with the Akritan epic we must examine more closely the Byzantine epic as it appears in these plates. An examination of the physiognomy, arms, technique of representation of them, and themes will help us get a picture of the Akritan epic as it existed in the twelfth century. This examination will be followed by a comparative study of the plates with the literary and oral phases of the epic.
The 1202, 1232, 1277, 1502, 1522, 1525, 1527, 1568; C-60-49 (P1. 22, 4) .
The armor of the fustanella warrior consists of shield, spear, sword, with occasional mace, battle-ax " or bow. The shield, which is generally carried in the left hand, has a variety of shapes. Sometimes it is oval, but more often it resembles a long leaf tapering to a narrow point. One is six-sided and one is of such peculiar shape that it is difficult to tell whether it is a shield or the musical instrument carried by Akritas.4" The shields are decorated with incised or imbricated patterns. The sword is sometimes carried in the right or left hand, at the level of the waist or across the body. The long scabbard, when present, hangs at the side. The spears are sometimes held horizontally in the left hand, or in oblique angles to the body, sometimes held by both hands. A pennoned spear, which we see in the imperial armies, is also found among the fustanella warriors. A mace replaces the spear in one of the most striking plates of a fustanella warrior slaying a dragon.47 In the background of the scenes there is often, as in Geometric pottery, filling ornamentation, usually in the rinceau or pine-cone pattern. The latter is often attached to the shoulders of a doublet.48 Occasionally a falcon, bird, rabbit or dog forms part of the background which is usually one and the same as the foreground.
Though the plates present us with a homogeneous group of warriors, whom we have identified with the qAXot' Akrites mentioned in the tenth century treatise on frontier warfare, there are certain exceptions which must be noted. X, 1941, pp. 9, 11, fig. 1, 2 The ikonography of the Byzantine plates should now be compared with the portraiture of Digenes Akritas in the literary and oral phases of the Byzantine epic. This comparison will enable us to determine nmore clearly whether the hero in the plates comes from the literary epic, the oral cycle or both. The Grottaferrata is considered the oldest of our literary texts, hence its source is more likely to preserve data somewhat contemporary with the Byzantine plates.50 It gives us the fullest portrait we have of Digenes Akritas."' Digenes' cap is described in two passages as: In the ballads, as in the literary epic, the heroes are presented as riders; in the plates they are represented as foot-soldiers. Here we see that the plates are closer to the historical status of the guerrilla type of warrior, described in the tenth century treatise. The transformation of Digenes and other Akritan heroes from foot-soldiers into riders in both the literary epic and the ballads is one of the interesting pieces of information that the plates give for our study of the Byzantine epic. This historical distortion is one of the obvious characteristics of the epic in general, and the Byzantine, full of magic, is no exception. The appeal of magical horses is best seen in the Akritan ballads. The steeds of the Akritan heroes are prominent. Like Achilles' horses they speak to their ml-aster, they fly with fantastiC speed. Digenes is usually the mnagic warrior on horse except in one ballad where he is presented as a foot-soldier posted on watch (,3yAXa), a detail which is singled out in the tenth century treatise on frontier warfare.! The arIms of Digenes and the other frontier heroes of the cycle correspond to those of the hiero in the Grottaferrata. They carry swords, spears, clubs, some of them inlaid with saints of gold.60 As may be expected in oral transmission they also carry pistols and g(uns.6" Some of the weapons, like the club and spear, are of prodigious weight. Thus the evidence of the ballads on the whole tends to corroborate the details o-f the Grottaferrata with respect to clothes and armor. The result thus far of this comparative study of the ikonography of the Byzantine plates with the Salonika relief, the Grottaferrata and the Akritan cycle shows similarities sufficient to verify the fact that we are dealing with the Akritan world in the plates. The study also shows sufficient differences in the way the writer of the epic, the singer of the ballads, and the painter of the plates treat their common material. The Grottaferrata epic selects one hero and treats his life biographically with literary ornamentation and details borrowed from other literary sources.6 The Akritan cycle selects some heroes, concentrates on a limited number of episodes, invests them with the supernatural and magic; it tells the tale with the swiftness of dramatic action and uses the formulaic technique of the oral poet. Though the plates have much in conmmon with the Grottaferrata, the Salonika relief and the Akritan cycle and focus on the dragon slaying, they present a different facet of Akritan life. They agree most with the Byzantine treatise on Akritan warfare, and hence are closer to history.
Comparative study must also be extended to themes. The theme of the slaying of the dragon is the most prominent in our ikonography. Twenty-six plates show xvarriors, three show centaurs, all engaged in dragon slaying. As has been shown by Professor Fontenrose, the slaying of a dragon or serpent by a god or hero is a folk motif which first emerges in Greek mythology with Apollo slaying the python.63 The Byzantine world inherited the motif and adapted it to the hagiographic and epic traditions; it appears also in the fourteenth century romance, Call-machus anld Chrysorrhoe," and pervades Greek folklore as the oTrocXto. Following-the Herakles tradition of a hero slaying monsters the Byzantine mind continues to have its epic hero slaying supernatural monsters. This heroic tradition of dragon slaying also becomes symbolic. One of the centaur plates shows a centaur holding a shield Nvith a cross.65 Since the cross also appears in the Akritas relief from Salonika it is clear that the dragon or serpent has also acquired a symbolic meaning-the enemny of Christianity, be it the Saracens or sin itself. The similarity of the dragon to the serpent in Geniesis makes this interpretation a natural one for the Byzantine mind, as may be seen in the Byzantine play, Christus patiens, where Mary speaks in the prologue, 672, 967, 1019, 1026, 1101; IHesperia, II, 1933, p. 311, fig. 8,g; VII, 1938, p. 443.   fig. 6, A 30; Rice B.G.P., pl. XV,a. '89 G., IV., 74. fig. 2 58-59), the daughter elopes with one of her father's prisoners who abandoned her after three blissful days and nights in the desert. Digenes after discovering her and rescuing her makes love to her in the desert. Before this identification is accepted a more thorough study of the details of the plate and the grounds for the identification is needed. The scene on the plate cannot be laid in a desert. Miss Frantz thinks that the tree on the left side of the plate is a palm tree.9" However, several details show that the locale is far fronm a desert. In the first place it must be realized that the painter geometrizes nature in the plate. The geometric configuration under the folding stool can now be identified by means of the Salonika relief. Professor Pelekanides interprets the post and the geometrical configuration extending from its bottom as, " a l'extremite inferieure de l'angle se dresse la tronc d'un arbre-buisson qui se termine par deux fleurettes en forme de trefle." 92 That this geometric configuration is a cluster of flowers may also be seen in the plate 1531 which shows a cluster of geometrized flowers under the feet of a warrior. Another detail besides the rabbit sihows that the scene cannot be a desert. What Morgan has interpreted as possibly the wings of a throne cannot be, for the lovers are not seated on a throne but a folding stool (cf. OoKW Xa,iat4nAXy, on1 a groundling seat, G., V, 64) . The mistaken wings of a throne turn out to be the extended long branch of a tree on the left which the artist depicts in geometric elongation. Since the scene cannot be a desert, the identification of the lovers with Digenes and Haplorhabdis' daughter cannot stand.
There is only one scene in the Akritan epic that fits this scene in all details. That is the scene in the Grottaferrata text where Digenes makes love to Maximo, Queen of the Amazons whom he has defeated in battle. The scene in the epic takes place under the branch of a tree in a meadow by the Euphrates where Digenes, already dressed in a thin and wondrous singlet (G., VI, 715), the dress he wears in the plate, The question arises whether any or all of the above plates can be identified with Digenes Akritas. We have already seen that the ballads have a cluster of heroes with divers episodes attached to them. The ikonography is not specific enough for positive identification. These plates show many generic scenes and here we come across the same problem and difficulties which we meet in Geometric vases when we try to 95 
